University of Northern Iowa

UNI ScholarWorks
Dissertations and Theses @ UNI

Student Work

2022

Master's recital: Luke Sanders
Matthew Lucas Sanders
University of Northern Iowa

Let us know how access to this document benefits you
Copyright ©2022 Matthew Lucas Sanders
Follow this and additional works at: https://scholarworks.uni.edu/etd

Recommended Citation
Sanders, Matthew Lucas, "Master's recital: Luke Sanders" (2022). Dissertations and Theses @ UNI. 1230.
https://scholarworks.uni.edu/etd/1230

This Open Access Thesis is brought to you for free and open access by the Student Work at UNI ScholarWorks. It
has been accepted for inclusion in Dissertations and Theses @ UNI by an authorized administrator of UNI
ScholarWorks. For more information, please contact scholarworks@uni.edu.

Copyright by
LUKE SANDERS
2022
All Rights Reserved

MASTER’S RECITAL: LUKE SANDERS

An Abstract of a Recital
Submitted
in Partial Fulfillment
of the Requirements for the Degree
Master of Music

Matthew Lucas Sanders
University of Northern Iowa
May 2022

This Study By: Matthew Lucas Sanders
Entitled: Master’s Recital: Luke Sanders

has been approved as meeting the thesis requirement for the
Degree of Master of Music

Date

Prof. Christopher Merz, Chair, Recital Committee

Date

Dr. Michael Conrad, Recital Committee Member

Date

Dr. Jonathan Schwabe, Recital Committee Member

Date

Prof. Robert Dunn, Recital Committee Member

Date

Dr. Jennifer Waldron, Dean, Graduate College

This Recital Performance By: Matthew Lucas Sanders
Entitled: Master’s Recital: Luke Sanders
Date of Recital: April 24, 2022

has been approved as meeting the thesis requirement for the
Degree of Master of Music

Date

Prof. Christopher Merz, Chair, Recital Committee

Date

Dr. Michael Conrad, Recital Committee Member

Date

Dr. Jonathan Schwabe, Recital Committee Member

Date

Prof. Robert Dunn, Recital Committee Member

Date

Dr. Jennifer Waldron, Dean, Graduate College

ACKNOWLEDGEMENTS
First, I would like to acknowledge my UNI jazz instructors Professor Chris Merz,
Dr. Michael Conrad, and Professor Bob Dunn who inspire me daily to be a better
musician, teacher, and pedagogue. Without their support or guidance, I would not have
been able to navigate the MM in Jazz Pedagogy degree, nor would I be as prepared to
give back to the jazz community that raised me. Additionally, I would like to
acknowledge my family and loved ones – specifically, my partner Casey. Lastly, I am
thankful for my friends and colleagues who continue to push me to better myself
musically, academically, and personally. In no particular order, these generous people
include Max McBride, Kyle Punt, Johnny Hartleip, Michael Gedden, Tyler Utter,
Jackson Schou, and Michael Prichard.

6
ABSTRACT
Introduction
The purpose of this recital is to partially fulfill the requirements for the Master of
Music degree in Jazz Pedagogy, and to display musical proficiency on drum set, piano, and
bass guitar. Luke Sanders presented his graduate jazz recital on April 24, 2022, at 4:00 PM
in Bengtson Auditorium. The recital program included ten pieces in total: two pieces on
drum set, piano, and bass guitar, and four pieces on electric guitar. These pieces displayed
an eclectic set of styles and skills pertinent to the demands of the jazz pedagogy degree.
The pieces performed featured various ensemble sizes and instrumentations including a
trio with two basses and drum set, a quintet with two saxophonists, and a quartet with two
saxes, a drummer, and the recitalist on bass.
The pieces performed on the pedagogy portion of the recital include an original
arrangement of Nate Smith’s “Skip Step;”1 Miles Davis’ “Four;”2 Clifford Brown’s
“Sandu;”3 an original arrangement of Wayne Shorter’s “Footprints;” 4 an original

1

Nate Smith, Kinfolk: Postcards from Everywhere, Released February 3, 2017, Ropeadope Records,

2

Miles Davis, Miles Davis Quartet, Recorded May 19, 1954 (WOR); and March 15,

CD.

1954 (Beltone) in New York City, New York. Prestige PRLP-161. 1954.
3

Clifford Brown, Study in Brown, Recorded February 23-25, 1955 (EmArcy) at Capitol

Studios, New York City, New York, EmArcy MG 36035, LP.
4

Wayne Shorter, Adam’s Apple, Recorded February 3 and 24, 1966 at Van Gelder

Studio, Englewood Cliffs, New Jersey, Blue Note BLP 4342, LP.
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arrangement of Oscar Pettiford’s “Tricotism;”5 and Kenny Dorham’s “Blue Bossa.”6 The
creative portion of the recital featured an original arrangement of Wes Montgomery’s
“Four on Six;”7 and world premieres of three original compositions: “Wind Song,” “The
Machine,” and “Rejoice.”

5

Oscar Pettiford, Oscar Pettiford, Recorded 1954 (Bethlehem) in New York City, New

York, Bethlehem Records BCP 1003, LP.
6

Joe Henderson, Page One, Recorded June 3, 1963, at Val Gelder Studio, Englewood

Cliffs, New Jersey, Blue Note BLP 4140, LP.
7

Wes Montgomery, The Incredible Jazz Guitar of Wes Montgomery, Recorded January

26 and 28, 1960 at Reeves Sound Studios, New York City, New York, Riverside Records
RLP 12-320, LP.
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Part I: Drums Performance
Skip Step
Ira Nathaniel “Nate” Smith (1974) is an internationally renowned composer and
drummer from Chesapeake, Virginia.8 Following the completion of his bachelor’s degree
at James Madison University, Nate was recruited by legendary jazz singer, Betty Carter, to
participate in her Jazz Ahead program.9 Nate Smith has appeared on many records as a
bandleader and sideman for countless prestigious jazz artists including Dave Holland,
Chris Potter, Ravi Coltrane, and Pat Metheny.10 In 2017, Smith released his first album
with his group Kinfolk entitled Postcards from Everywhere.11
“Skip Step” is the second track on Postcards from Everywhere. “Skip Step” features
a recurring beat cycle of 17 beats. The sampled drum set part is illustrated below in figure
1.

Figure 1: "Skip Step" Sample Drum Groove

8

Big Fish Booking, s.v. “Nate Smith + Kinfolk, Artist Bio.”

9

Ibid

10

Ibid

11

Ibid

9
While the beat-groupings are more complex than more straight-ahead jazz, the
cyclical nature of the pattern makes it manageable enough to predict and execute. The rockesque groove can be divided into a measure of 4/4 followed by a measure of 9/8. The bass
drum (bottom line of the staff diagram) outlines how the beat is felt. In the bar of 4/4, the
bass drum occurs on every beat. Some stylistically appropriate syncopation is featured in
the right hand via the top space closed hi-hat part. The bar of 9/8 clarifies the disjunct
nature of the seventeen-beat cycle. Again, the bass drum highlights how this groove is felt.
The first three bass drum hits are on the beat; however, the last two bass drum hits are each
a dotted eighth note in length. To cue back to the start of the cycle, Nate Smith executes a
low tom hit on the offbeat of the seventeenth beat of the pattern.
During the performance, the recitalist played the drum set part along with Johnny
Hartleip and Tyler Utter on saxophones, Jackson Schou on piano, and Michael Gedden on
bass. Contrary to this instrumentation, Kinfolk performs with a guitar player. On this tune,
the guitar doubles the bass line. To make this work for the arrangement, the recitalist
doubled the bass part in tenor saxophone. Additionally, there are some open improvisation
sections and vocals in the original recording that will not be featured in full on the recital
solely because of time constraints.
Four
Very few names stick out of the canon of prominent jazz musicians and composers
like Miles Davis. Miles was born into a middle-class family in East St. Louis in 1926.12

12

“Miles Davis, Biography,” milesdavis.com.
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Miles began playing the trumpet as a young boy in the area and would later move to New
York to attend the Juilliard School of Music in 1944.13 While Miles did not particularly
enjoy his time spent at Juilliard, he did gain acclaim finding an opportunity to play with
his bebop idol, Charlie Parker, in New York.14 Following his time with Charlie Parker,
Miles would lead projects like his own quintet in 1955 and the Birth of the Cool (1949,
1950)15 sessions with composer and arranger, Gil Evans. The group that is now known as
Miles Davis’ First Great Quintet was active from around 1955-1959 and mostly featured a
lineup of John Coltrane, Red Garland, Paul Chambers, and Philly Joe Jones.16
Miles’ original composition “Four”17 comes from the First Great Quintet era. The
first recording of this composition came in 1954 with the Miles Davis Quartet that featured
Horace Silver, Percy Heath, and Art Blakey. For the performance, I referenced the
recording of the First Great Quintet from 1956 on the record Workin’ with the Miles Davis
Quintet.18 For the performance, the recitalist transcribed Philly Joe Jones’ introductory
drum material which sets up the three eighth note rhythmic motive that most of the melody

13

Ibid

14

Miles Davis, Miles: The Autobiography, 52.

15

Miles Davis, Birth of the Cool, Recorded January 21 and April 22, 1949; and March

9, 1950 (Capitol) in New York City, New York, Capitol records T 762, LP.
16

“Miles Davis, Biography.”

17

Miles Davis, Miles Davis Quartet, Recorded May 19, 1954 (WOR); and March 15,

1954 (Beltone) in New York City, New York, Prestige PRLP-161, 1954.
18

Miles Davis, Workin’ With the Miles Davis Quintet, Recorded May 11, 1956

(Prestige) at Van Gelder Studios, Englewood Cliffs, New Jersey, Prestige PRLP 7166, LP.
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is based off of. The instrumentation for the performance was a quintet featuring two
saxophonists, a pianist, upright bass, and the recitalist playing drum set. For the
performance, the ensemble played through the thirty-two measure form a total of five times
following the drum set intro transcription. The first time through the form featured the
saxophones playing the melody in unison with rhythm section accompaniment. On the A
sections, the recitalist continued to use the Philly Joe Jones transcription to hit the “and”
of two and “and” of four upbeats with the horn melody. On the B sections the recitalist
played four-feel swing time. The next two iterations of the form featured each saxophonist
taking turns improvising. The recitalist demonstrated proficiency by continuing to keep
time, displaying appropriate left hand and bass drum comping gestures, and by changing
ride cymbal color for each soloist. The fourth repeat of the form featured the saxophonists
trading fours with the recitalist on drum set. This forced the recitalist to improvise
stylistically appropriate four-measure drum fills while maintaining time and tempo on the
hi-hat in the left foot. The final iteration of the form was a direct repetition of the first time
through the form.

Figure 2: "Four" Eighth Note Figure - from the Real Book 6th Edition
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Part II: Piano Performance
Sandu
Clifford Brown was born and raised in Wilmington, Delaware.19 Brown was born
into a family of successful academics. As a budding trumpet player and high school
student, Clifford Brown was mentored by local musician Robert “Boysie” Lowery who
taught many young trumpet players in the area.20 Boysie also helped facilitate small jazz
groups so that he could have a stable of musicians to play with in the future. Clifford
Brown frequently took part in these groups and soon made his way up to play with the
adult musicians in Boysie’s group.21 Once better established in the jazz scene in
Delaware, Clifford Brown began breaking out into the Philadelphia scene where he was
immediately inspired by trumpet player Fats Navarro and saxophonist Benny Golson. 22
Throughout his brief career, Clifford Brown would go on to play with jazz pioneers like
Sonny Rollins, Max Roach, and Tadd Dameron.23 Regrettably, Clifford Brown passed
away in a tragic car accident in 1956 when he was twenty-five years old.
Many of Clifford’s compositions became part of what we now know today as the
jazz standard canon. Some of these compositions include “Daahoud,” “The Blues Walk,”
“Joy Spring,” and “Sandu.” “Sandu” is a simple twelve bar blues in Eb major. For the

19

Nick Castalano, Clifford Brown: The Life and Art of the Legendary Jazz Trumpet Player, 4.

20

Castalano, 18.

21

Castalano, 19.

22

Castalano, 36.

23

“Clifford Brown, Biography,” Blue Note.
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performance, the recitalist played the intro melody in the right hand while accompanying
in the left hand with rootless voicings. The second head was performed by the saxophone
players in unison while the recitalist comped drop two and four voicings at the piano. To
show improvisational proficiency at the instrument, the recitalist improvised two full
choruses on piano while comping in the left hand with the support of bass and drums.
During the next two choruses, the recitalist traded four-measure improvisations with the
drummer. The piece concluded with the saxophone players taking the head out while the
recitalist comped under them again.
Footprints
Wayne Shorter was born and raised in the Ironbound District in Newark,
New Jersey in August of 1933.24 Wayne’s early fascination with music and creativity was
fostered by both his mother and father. In the evenings, Wayne would listen to country
and western radio with his father, Joseph; however, it was at the cinema that Wayne
found his passion for music.25 “Film scores – what we called ‘soundtracks’ or
‘background’ – are the earliest recollections of music staying inside me. Films I saw at
the Capitol theater in Newark like Captive Wild Woman, or the music behind Bela Lugosi
when he played Igor in Son of Frankenstein. Or The Wolf Man, that music behind Lon
Chaney when he changed into the werewolf… that stuff got me curious about sound.”26

24

Michelle Mercer, Footprints: The Life and Works of Wayne Shorter, 24.

25

Mercer, 29.

26

Ibid
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This fascination and passion for cinematic scores would later lead Shorter to find his own
compositional style.
In 1956, Wayne Shorter graduated from New York University at 23 years old
with a degree in music education.27 After college, Wayne found a series of opportunities
playing with legendary jazz musicians like Horace Silver, Maynard Ferguson and Art
Blakey.28 Shorter eventually became the musical director of Blakey’s acclaimed hard
bop group The Jazz Messengers prior to his stint with Miles Davis in what is now known
as Miles’ Second Great Quintet in 1964. Joining Wayne in Miles’ quintet was Herbie
Hancock on piano, Ron Carter on bass, and Tony Williams on drums. Many of the
recorded original compositions from this era of the Miles Davis Quintet are thought to be
Wayne’s creations even though Miles was the band leader. This included tunes like
“E.S.P.,” “Nefertiti,” and one of his more well-known tunes, “Footprints.”29 After
meeting him during his time with Miles, Wayne joined pianist Joe Zawinul in creating a
new jazz/rock fusion group called “Weather Report.”

Figure 3: “Footprints” modified bassline and piano acc.
27

“Wayne Shorter, Biography,” Bluenote.com

28

Ibid

29

“Wayne Shorter, Biography,” Bluenote.com.
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For the piano portion of the recital, the recitalist performed an original
arrangement of Wayne Shorter’s “Footprints.”30 The arrangement is loosely inspired by a
big band arrangement of the same tune by composer and arranger, Mike Tomaro.
Traditionally, the tune is performed as a mid-tempo swing jazz waltz. The arrangement
performed is more in line with the modern ECM jazz style. In the arrangement, the pulse
of the music is propelled by an ostinato in the piano part (performed by the recitalist) that
hints at both the rhythmic groove and the harmonic intent. Compare that to how the piano
part (above) interacts with the modified bass part (figure 3). In my effort to imply a
slightly different feel, I emphasize the “and” of two in both the piano and bass parts.
Placing the accent on the “and” of two in the odd numbered measures is the primary
factor that gives the music the constant motion that I had intended. Contrast that to the
original bass line groove presented in the Real Book (Figure 4):

Figure 4: "Footprints" original bass line - from The Real Book 6th Edition

30

Wayne Shorter, Adam’s Apple, Recorded February 3 and 24, 1966 at Van Gelder

Studio, Englewood Cliffs, New Jersey, Blue Note BLP 4342, LP.
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The original bass line does not feature any syncopation. The only offbeat that is
frequently utilized is the and of three in the even numbered bars which primarily act as a
pickup note into the next iteration of the primarily downbeat-centric bass line. The
bassline that I wrote not only flips the downbeat-heavy measure from the odd measure to
the even measure, but it also prepares that concept with the syncopation on the “and” of
two in the measure before.
The instrumentation of my arrangement is for alto and tenor saxophone, piano,
bass, and drums. I preserve the harmony of the recording by having the alto and tenor
saxophone play the melody in perfect fourths. While I did change the instrumentation and
style of the tune, the rest of the harmony and many of the rhythmic concepts are the same
between this and the original, Adam’s Apple recording.

17

Part III: Bass Performance
Tricotism
Oscar Pettiford was born into a family of musicians in 1922 on an Indian Reserve
in Okmulgee, Oklahoma.31 By age fourteen, Oscar Pettiford (or OP as he was referred to
by friends and family) was singing and playing bass in his family’s band. 32 Heavily
influenced by Duke Ellington’s bassist, Jimmy Blanton, Pettiford had moved to the Twin
Cities to pursue bass and later found success supporting fellow jazz musicians like
Thelonious Monk, Roy Eldridge, Max Roach, and many others.33 While Oscar Pettiford
found many musical successes throughout his life, his musical career was relatively short
as he passed away in Copenhagen, Denmark in 1960 at the age of thirty-seven.34
“Tricotism” is perhaps Pettiford’s most recognizable original composition.
“Tricotism” is emblematic of the bebop style with flowing eighth note lines that connect
linearly through chord changes, short phrase endings on upbeats, and relatively swift
harmonic rhythm. For the performance, the recitalist paid homage to Oscar Pettiford and
a great recording of this tune by guitarist Joe Pass and bassist Niels-Henning Ørsted
Pederson (aka NHOP) off their record Chops (1979).35 The Chops recording of
“Tricotism” features a guitar and bass duet between Joe and NHOP. Using that as

31

“Oscar Pettiford: Bass Beyond Bop,” NPR Music.

32

Ibid

33

Ibid

34

Ibid

35
Joe Pass, Chops, Recorded November 19, 1978, at Chappell Studios, London,
England, Pablo Records 2310 830, LP.
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inspiration, the recitalist contextualized the performance of this piece as a trio with
electric bass, upright bass, and drum set. The form of the tune is almost entirely similar to
the recording with the lone exception being an introduction that featured group hits
intersected with stop time improvisation.
On the performance, the role of the recitalist was to play the entire melody on
electric bass. During the A sections of the piece, the melody was doubled by upright bass;
however, on the bridge, the upright bass player moves to walking and the drum set player
goes to a four feel as opposed to the broken two feel that they were playing on the A
sections. Following the initial statement of the head, the upright bassist took a solo over
the entire form accompanied by drum set and the recitalist walking the changes on
electric bass. After one chorus, the roles reversed with the recitalist improvising on
electric bass while the upright bass player accompanied by walking a bass line. The piece
concluded with a final statement of all of the melodic material.
Blue Bossa
Though his history as a player may be overlooked because of the stature of his
contemporaries, Kenny Dorham remains one of the best bebop-era trumpet players.
Earning gigs in Dizzy Gillespie’s Orchestra and Billy Eckstein’s Orchestra, Dorham was
widely considered to be a staple of bebop.36 In 1948-1949, Dorham had the immense
pleasure of landing the trumpet spot in Charlie Parker’s Quintet.37

36

“Kenny Dorham, Biography,” Blue Note.

37

Ibid
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Figure 5: "Blue Bossa" Form - From The Real Book, 6th Edition

20
A few years later in 1954, he would become an original member of Art Blakey’s
Jazz Messengers.38 Though his trumpet playing is heralded, Kenny Dorham also made a
name for himself as a composer, writing such compositions as “Escapade,” “Una Mas,”
and “Blue Bossa.” “Blue Bossa” remains one of the most commonly performed standards
today.
“Blue Bossa” debuted on Joe Henderson’s influential album Page One (1963).39
This hard bop record featured an impressive lineup of musicians including Joe
Henderson, Kenny Dorham, McCoy Tyner, Butch Warren, and Pete La Roca.40 “Blue
Bossa” features a sixteen-bar form that begins in C minor (figure 5). Halfway through the
form, the harmony transitions up a half step to Db major.
For the performance, the recitalist chose an unusual quartet comprising of alto and
tenor saxophone, the recitalist on electric bass, and drum set. In the performance, the
quartet played the entire form all the way through five times including a tag at the end of
the last melody. During the melody sections, the recitalist emulated a common Latin-Jazz
bassline that was primarily a dotted quarter note followed by an eighth note with passing
notes in between chords. However, during the alto saxophone solo, the recitalist
demonstrated facility on a more syncopated bass groove called a tumbao (figure 6). The

38

Ibid

39

Joe Henderson, Page One, Recorded June 3, 1963, at Val Gelder Studio, Englewood

Cliffs, New Jersey, Blue Note BLP 4140, LP.
40

Rusty Aceves, “A Look Back at Joe Henderson’s Page One.”
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tumbao comes from the Afro-Cuban tradition of jazz and is rhythmically complex due to
the anticipation on beat four of the measure prior to the changing chord.

Figure 6: Mock Tumbao Implying a C to G chord transition
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Part IV: Guitar Performance

Figure 7: "Four On Six" form - from the Real Book 6th Edition
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Four on Six (Equals 10)
John Leslie “Wes” Montgomery was born on March 6th, 1923, in Indianapolis,
Indiana.41 A self-taught guitar player, Wes Montgomery first rose to prominence when he
began touring with the Lionel Hampton Orchestra in 1948.42 Wes gained favor among
jazz fans and guitarists alike by displaying virtuosic technique and a blend of blues and
bebop. Further in his career, Wes would become a staple of the West-Coast/ Cool Jazz
genres. Potentially due to the fact that Wes Montgomery was self-taught, he abandoned
the guitar pick early in his study. Rather, he favored using his right thumb to play single
note lines, octaves, and block chords.43 While his career was relatively short (his first trio
album was released in 1959) compared to other jazz legends of his magnitude (he passed
away from a heart attack in 1968), he did find some commercial success during his
playing career. His albums The Incredible Jazz Guitar of Wes Montgomery (1960),44 Boss

41

“Wes Montgomery, Biography,” Wesmontgomery.com

42

Ibid

43

Ibid

44

Wes Montgomery, The Incredible Jazz Guitar of Wes Montgomery, Recorded

January 26 and 28, 1960 at Reeves Sound Studios, New York City, New York, Riverside
Records RLP 12-320, LP.

24
Guitar (1963),45 and Smokin’ at the Half Note (1965)46 with the Wynton Kelly trio
garnered critical acclaim.
Wes’ tune “Four on Six” was first released on his album The Incredible Jazz
Guitar of Wes Montgomery. This album included brothers Percy and Albert Heath (on
bass and drums respectively) and pianist Tommy Flanagan. “Four on Six” is an up-tempo
swing tune that features a sixteen-bar form in the key of G minor. The first and third
phrases both sustain the G minor sound. The second phrase is a bridge section with cycle
ii-V motion, and tritone substitute ii-V motion. The fourth phrase cadences in Bb major
before returning to the G minor sound (Figure 7). The form of Four on Six also happens
to be a reharmonization of the standard tune “Summertime” by George Gershwin.
Another prominent feature of this tune is the bass line derived from perfect fifths (which
can be seen in the top two lines of figure 8). For the recital, the recitalist altered the meter
of the tune to 5/4 instead of the traditional 4/4. This changed the groove to a 5/4 swing
reminiscent of Paul Desmond’s “Take Five”.47 Additionally, the recitalist manipulated
the rhythmic content of the melody and bass line to fit with the new meter. The bass line

45

Wes Montgomery, Boss Guitar, Recorded April 22, 1963, at Plaza Sound Studios,

New York City, New York, Riverside Records RM 459, LP.
46

Wynton Kelly, Wynton Kelly Trio/ Wes Montgomery – Smokin’ at the Half Note,

Recorded Live September 22, 1965, at the Half Note Club in New York City, New York.
Verve Records V6-8633, LP.
47

Dave Brubeck Quartet, Time Out, Recorded June 25, July 1, and August 18, 1959,

Columbia 30th Street Studio, New York City, New York, Columbia CL 1397, LP.

25
the recitalist composed suggests 5/4 felt as 3+2 (figure 8). The harmonic content is
completely the same as the original.

Figure 8: "Four on Six (Equals 10)" Bass Line Rhythm

Figure 9: "Four on Six (Equals 10)" Rhythm Section Hits

In performance, the quartet (comprising of guitar, piano, bass, and drums)
maintained the original form with a couple of adjustments. The band started with the bass
and drums playing through the form out front. At the point of the critical hits that lead
into the turnaround in the thirteenth and fourteenth bars of the form, the piano and guitar
join (figure 9). Following the hits, the quartet played through the form again, this time
adding the guitar melody and piano comping. Following the melody, the recitalist took an
extended solo over the form followed by trading fours with the drum set player. The solo

26
section concluded with a recap of the bass line; this time played in octaves with the
guitar, unaccompanied by drums or piano until the hits in bars thirteen and fourteen
again. The quartet then played the head out with guitar melody.
Wind Song:
While preparing the recital, one of the recitalist’s primary goals was to premiere
original compositions. Originally, this goal also included the desire to create a threemovement suite that sound-painted my interpretation of the effects of climate change.
“Wind Song” was the first movement of this suite. The recitalist wanted to create an
opening movement that sounded harmonically and melodically ambiguous while still
hinting at the mysterious beauty of pastoral scenes. To begin work on this composition,
the recitalist looked to find examples of tunes that achieved this goal and to investigate
compositional factors led them to be successful. The tune that ended up being the biggest
inspiration for “Wind Song” was Gerald Clayton’s “Water’s Edge” off of his newest
album, Bells on Sand.48 The recitalist determined that there were two factors that really
made this color successful for interpreting my pastoral intentions. The first factor is that
the piano was used as a time keeping device instead of the drum set. The second factor is
that on the record Justin Brown filled around the kit with mallets and created some really
beautiful washing cymbal textures.
Following in the footsteps of Gerald Clayton, I was determined to find a piano
ostinato that served the time keeping purpose while maintaining some level of tonal
48

LP.

Gerald Clayton, Bells on Sand, Released April 1, 2022, Blue Note 00602445277285,
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ambiguity. I ended up selecting D Lydian Augmented as the tonal center for the piece;
however, that sound doesn’t become quite clear until the melody has developed further.
Here is an example of the piano ostinato (Figure 10):

Figure 10: "Wind Song" piano ostinato

The hint of the augmented sound resolving (A# to B natural) was both representative of
that modality as well as ambiguous enough to color around that ostinato with the melody.
The climax of the piece follows an open guitar solo vamp. In an effort to build more
tension and energy, the piano ostinato to ascends through more functional harmonies,
occasionally breaking out of the mode. Figure 11 shows this rising texture with harmonic
analysis:

Figure 11: "Wind Song" Piano Development
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Intentionally, the last resonating sonority is used frequently in the second movement as a
melodic device. The guitar melody stays the same throughout this development which
creates interesting colors with the rising piano part.
There are a few choices the recitalist made in an effort to bring more color and
improvisational elements in the performance of this movement that are not represented
directly in the score. As previously referenced, one of the primary sonic elements of the
piece is that the drum set is not used as a time-keeping instrument in this piece; instead,
the drum set player colored the texture through the use of various different types of
mallets and brushes played on the shells of the drum, open hi hat, toms and cymbals. In
addition to the drum set player improvising using extended techniques, the piano player
was free to use their right hand to respond to the guitar melody after the first statement of
the theme. Similarly, the bass player was free to add various extended techniques to
provide further support for the mysterious pastoral mood, including bowing on the bridge
and striking the strings with the wood-side of the bow.
The guitar part served three roles throughout the first movement. The first was to
create the ethereal/pastoral texture by use of a harmonizing pedal that would autogenerate different intervals above and below a certain pitch. This sound was used at the
beginning of the performance before the initial statement of the piano ostinato. This
sound was compounded with a “flerb” setting on a reverb pedal that created a phased
tremolo effect. The second way that the recitalist used the guitar was to play the repetitive
and ambiguous melody shown below in Figure 12:

29

Figure 12: "Wind Song" guitar melody A and A prime

Because the piano ostinato has the two important notes that really signify the D Lydian
Augmented Sound (A# and B natural), the recitalist decided to not double them in the
melody. Similarly, the melody referenced in measures 23-25 in figure 14 is repeated
during the development of the piano ostinato. Lastly, the recitalist improvised over the
rest of the ensemble’s sustained modal texture.
The Machine:
“The Machine” acts as the second movement in this three-movement suite.
Taking over from where “Wind Song” left off, the introductory material in Figure 13
(that soon develops into the rhythm section vamp at the “In Time” marking) begins as a
dialogue between guitar and improvised drum color. This serves both a practical and
musical purpose. Practically, this allows the bass player to switch from upright to electric
bass in between movements without being rushed. Additionally, this introduces the
texture and harmonic language used in the first half of the piece in a gradual way. In
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figure 13 the introductory material can be seen in measures 1-5 with the vamp beginning
at the “In Time” mark in measure 6.

Figure 13: "The Machine" Intro and Rhythm Section Vamp

Contrary to “Wind Song” that relied on effects and the overlapping piano ostinato
and guitar melody to create the harmonic structure, “The Machine” derives its harmonic
content strictly from the linear material in the vamp melody. Similarly to “Wind Song,”
“The Machine” also utilizes modal harmony. This time the modal content is most
reminiscent of plateau modalism, although the vamp quickly shifts between a B Aeolian
sound and a C Lydian sound. The only pitch difference between these two modes is the
C# in the B Aeolian and the C natural of the C Lydian. Also contrary to “Wind Song,”
the first section of “The Machine,” which is entirely propelled by the vamp texture, does
not rely on wet, sustained sounds. Rather, the introductory material and initial melodic
material is fast, rhythmic, and dry.
In an effort to create uneven phrase structure, the main melodic material that
occurs in the foreground above the vamp does not directly line up with the vamp pulse.
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As shown in figure 14 the melodic material is first stated on big beat 2 (or the third
quarter note of the 6/4 measure) and the entire phrase is five measures. When the melodic
material is condensed (like in measure 17), it lines up with the downbeat of the vamp.
This creates an intentional unevenness because the melody hits the downbeat with the
vamp in the middle of a phrase. The melody is then recycled using a rising C Lydian
scale to the top of the form.

Figure 14: "The Machine" Guitar/Sax A Theme Melody

Because “Wind Song” was trying to evoke more open and mysterious pastoral
scenes, “The Machine” is the direct opposite. The name of the movement is derived from
the belief that human industrial innovations have eroded the fragility of nature. To
achieve this, the recitalist made a few specific color choices. The tempo and driving
rhythmic language of the A theme in Figure 16 directly contrasts the sublime etherealness
of “Wind Song.” Similarly, the instruments and tones used also help persuade the
audience to hear the contrasts in these movements. “The Machine” features screaming
soprano sax and tenor sax as well as distorted guitar, electric bass, and harsher electronic
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keyboard tones. This is salient because the timbral contrast between the vamp and the A
theme fight each other to signify the “industry” overtaking and distorting “nature.”
To provide contrast in the piece, a contrasting section that features several
differing compositional factors is included after the A theme. The first is that the
modality changes from the B Aeolian/C Lydian vamp to a more harmonically active
modal phrase that shifts through D Lydian, F Lydian, Eb Lydian, to G Dorian.
Rhythmically, the rising modal figure is supported by a quasi-hemiola figure that appears
in the guitar and tenor saxophone accompaniment parts, and the soprano saxophone
melody. Instead of feeling the bars of 6/4 in three, we divide the same meter in half and
accent the first and fourth quarter note. In performance, the tenor saxophone and guitar
swelled into their accompaniment parts which provided even more rhythmic tension
because there was intentionally less precision on the hemiola figure. This material is later
used as the harmonic context for a soprano saxophone solo. The piece ends with the
melody from figure 16 played in the soprano and tenor saxophones as well as guitar,
without the support of the other rhythm section instruments. Diverting from the original
contour, the eighth notes during the fifth measure of the phrase descend in the last bar of
the piece and cadence on a D# which sounds like a leading tone; however, this note
becomes the tonal center for the third and final movement.
Rejoice:
Of all of the original compositions on the recital, “Rejoice” is the most traditional
sounding given its functional harmony and simple AABA form. The inspiration for this
piece initially was to meld the nature concepts and sounds of “Wind Song” with the
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brutality of “The Machine.” However, because of recent events, the recitalist decided to
compose this piece in memoriam for the musicians we lost during the COVID-19
pandemic. Here is the form and melody presented in full:
The harmonic progression of “Rejoice” is typical of gospel pieces. My sound
concept for this piece is intended to be reminiscent of the Julian Lage trio (specifically
Julian’s tune “Ryland” off of his album Arclight,49 and his tune “Day and Age” from his
album Squint). 50During the first two statements of the A section, the recitalist plays the
melody unaccompanied (measures 1 – 32). In measure 33, the rhythm section texture
enters with a light and airy waltz. Additionally, the soprano saxophone and tenor
saxophone enter in harmony with counter lines opposite the guitar melody at letter C
(figure 15).

49

Julian Lage, Arclight, Recorded 2016 at Brooklyn Recording in New York City, New

York, Mack Avenue MAC1107, CD.
50

Julian Lage, Squint, Recorded 2021 (Blue Note), Blue Note B00366401, LP.
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Figure 15: "Rejoice" Lead Sheet
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In performance, the sextet (soprano saxophone, tenor saxophone, guitar, piano,
bass, drums) played the form down in its entirety. The head was followed by a piano solo
over the full form, a guitar solo over the full form with saxophone backgrounds, and then
a repeat back to letter C. A codetta was included to change the cadential material of the
last A section (Figure 16). This codetta was then followed by solo guitar playing through
the eight measures of the piece before finally cadencing on an Eb5 chord.

Figure 16: "Rejoice" codetta guitar material
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CONCLUSION
Jazz is one of America’s greatest artistic contributions to the world. Through the
abstract and performance components of the recital, the recitalist has demonstrated a
proficiency in all three primary rhythm section instruments (piano, bass, drums),
technical and musical proficiency on their primary instrument, and the ability to arrange
and compose in a variety of jazz styles. These three abilities clearly define the recitalist’s
ability to comprehend and execute the program goals outlined by the University of
Northern Iowa graduate college and jazz studies department.
The ability to execute and understand the role of each instrument in a big band is
vital to the success of a director of a performing jazz ensemble. Through classes, lessons,
and the culminating graduate projects, the recitalist demonstrated competence in all areas
required to maintain a career in jazz education.
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Glossary of Relevant Terms
Aeolian: The sixth mode built off of the major scale. Often referred to as natural minor.
Bebop: Style of jazz that became popular in the 1940s due to musicians like Charlie Parker and Dizzy
Gillespie. This music is defined by quick harmonic rhythms, up tempo improvisation, and outlining the
harmony through scales and arpeggios.
Broken Feel: A type of rhythmic breakdown in swing music. Often refers to a pattern in the bass or drum
set where two larger beats are emphasized in any given measure, and then the musician will sparsely
improvise between the two larger beats.
Codetta: A small ending section.
Comping (Comping Instrument): The act of rhythmically improvising the harmony within the confines of a
jazz performance. Typically, the role of a pianist or guitarist.
Cool Jazz: Popular jazz genre in the late 1950s-1960s that was somewhat antithetical to the bebop
movement because the tempos of tunes were often slower and chord changes were less sudden. Pioneers of
cool jazz include Chet Baker and Gerry Mulligan.
Drop Two (Voicings): Taking a stacked closed voicing and moving the second voice down an octave.
ECM: More modern jazz genre that usually refers to a straight eighth pulse and wet musical textures (like
ringing cymbals, comping instruments, etc.).
Fill: A brief improvisation that connects phrases or sections of music. Can happen in any instrument.
Flerb: A combination of flanger and reverb effects commonly used with electronic instruments.
Harmonic Rhythm: Refers to how quickly chord changes occur in a jazz tune. Four measures on the same
chord would be considered relatively slow harmonic rhythm while two chords per measure is considered
relatively fast harmonic rhythm.
Head: Refers to the primary melody of a jazz tune.
Hemiola: Refers to a rhythmic figure that does not evenly line up within a given meter. Might also imply an
alternative meter over a pre-existing meter.
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Lydian: The fourth mode of the major scale. Characterized by the tritone in between the root and the fourth
scale degree.
Lydian Augmented: The Lydian scale with a raised fifth scale degree. Creates a whole tone scale between
scale degrees 1, 2, 3, 4, and 5.
Modalism: Broad term implying a composer is trying to achieve a scale sound as opposed to relying on
functional harmony within a given key center.
Motive: Brief musical phrase or idea that is developed further in an improvisation or melody.
Plateau Modalism: Implies that a certain modal sound is preserved over slower harmonic rhythms.
Ostinato: Continuously repeated musical phrase or idea.
Rootless Voicings: Refers to comping figures that substitute the root of the chord for chordal extensions
like the 9th scale degree.
Trading Fours: Common jazz technique that alternates four measure solos between horn players/ other
rhythm section players and the drummer.
Turnaround: Usually faster harmonic rhythm that functionally returns the harmony of the end of a piece
back to the beginning of the form.
Vamp: Repeated musical phrase.
Walking (The Changes): Common jazz bass technique that involves the bassist connecting different
harmonies through quarter note scales, arpeggios, and chromaticism.
Wet (Texture): Refers to using ringing colors in a composition. This includes cymbals, reverb effects, and
sustained notes.
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